chapter on Blake. Much of the remaining chapters (a major discussion of Wordsworth, rather more perfunctory performances on Coleridge, Byron, and Keats, an examination of Shelley pleasingly less polemic than the author's earlier Shelley's Mythmaking, and a final chapter on Beddoes, Clare, George Darley, "and others"-the "others," in one paragraph, is Thomas Wade) appears as variations on myths established in the first chapter; one comes finally to despise Blake as a constant intruder, and Blakean "Beulah land" recurs with the monotony of a foghorn.
In The Recluse Wordsworth set a major theme, the wedding The publication of Coleridge's Collected Letters (four volumes so far) and Kathleen Coburn's edition of The Notebooks, of which Volume II (1804-08, Text and Notes in two sets of covers, as before) appeared during the year (New York: Pantheon Books, for the Bollingen Foundation), has stimulated considerable critical activity. I have the impression that the journals are currently receiving three or four times as many contributions on Coleridge as on any other Romantic. One valuable product of this activity is Carl R. Woodring's Politics in the Poetry of Coleridge (University of Wisconsin Press), which, easily demonstrating that Coleridge was the most political-minded of the Romantics, focuses from beginning to end intently on the poems with the reasonable assumption that the "greatest poems can be better understood and more fittingly enjoyed . . . through awareness of the principal impulses and themes in the bulk of his verse." "The bulk of his verse" is the subject; if "The Ancient Mariner," "Christabel," and "Kubla Khan" as poems of escape do not figure prominently, the political concerns of the other poems form a substantial background against which to measure their escape. There are chapters on political events, Coleridge's political vocabulary, major ideas, Pantisocracy, principal genres (sonnet, "pop-up," ode, and play), and they are packed with information of all sorts (e.g., Coleridge's use of the errata table as a protection against prosecution for libel). Because it is well indexed, the study will be useful as a handbook beside the poems; but it is also one of the most readable works to appear on a Romantic in recent years. A similar volume on Wordsworth is in progress. James D. Boulger's Coleridge as Religious Thinker (Yale University Press) is, as the author says of Aids to Reflection, "not an easy book to read or to understand." (There are, I should confess, times when Ipseity, Alterity, Personeity, Community, Distinctity, and the rest of Coleridge's terms after a while begin to sound to me like materials for Gilbert and Sullivan, and I would gladly refer the reader to Newton P. Stallknecht's sympathetic review in the April 1962 JEGP.) Somewhat in the manner of Frances Blanshard's Portraits of Wordsworth, in which most of the portraits show Wordsworth older than sixty, this book may give a wrong over-all impression: "As early as the Biographia Literaria," Mr. Boulger writes at one point, citing a work published when Coleridge was in his mid-forties and long dead as a poet (thanks, according to the author, partly to his religious thinking). A central chapter on the influences of Kant and the Neoplatonists is informative. But the early poems-which seem the primary reason (apart from the criticism) for still studying Coleridge-are virtually untouched in the shortest of the chapters, "Religion and Poetry." To the aging subject of this study, these poems, in Mr. Boulger's words, "must have appeared as curious relics from the early years of optimism, the One Life and the universe of immanence." Merely that.
Andrew Rutherford's Byron: A Critical Study (Edinburgh: Oliver and Boyd; Stanford University Press) views Byron's career as a quest for his own best poetic personality-a quest ultimately issuing in the synthesis of three separate characters: Romantic poet, humanitarian man of action, and aristocratic dandy of fashion. Thirteen chapters survey the poet's early failures in the tales, Childe Harold, and Manfred, his qualified success in the ottava rima satires beginning with Beppo, and a single instance of perfection in The Vision of Judgment, which is displayed as having the strengths but none of the weaknesses of the all-inclusive and therefore less stable and less sharply focused Don Juan. It is an excellent study, comprehensive and unified, with an admirable soundness of judgment-for example, After chapters on Browning's early experiments, the dramas, and Pippa Passes, and an anguished attempt to define the dramatic monologue (the wooden result, after the rejection of all previous notions, is "A single discourse by one whose presence is indicated by the poet but who is not the poet himself"), it also proceeds very scientifically, isolating twenty specimens of blank-verse monologue on which to base generalizations about situations, imagery, diction, and so forth. Unhappily, even for twenty poems, the generalizations must be so hedged and qualified as seriously to damage their usefulness. Obviously a great deal of work went into the book (many statistics are cited-"Words of more than two syllables average about one in 5.25 lines"-and punctuation is examined at length); there is good rhetorical analysis of passages here and there (especially some from Pippa). Concerning the main thesis, however, it is difficult to believe that Browning is not already studied for his characters or admired for his technique; Mr. Honan's "Conclusion," nearly a full page, is that, "First, it would seem to be clear that Browning him- , and the author has not been invited to lecture in Wales, this fugitive and gracious essay gives the impression that the "thought" is worth considering. It is a large merit that Mr. Fairclough makes no great claims for "influence," but rather expounds "shared sympathies" between the two writers.
Feeling that his poet has been too long neglected, William According to Robert Boyle, in Metaphor in Hopkins (University of North Carolina Press), "The most unfortunate tendency among Hopkins' critics in regard to his world-view is that many of them tend to furnish him with one drawn not from the text of his poems or other writings, but from what they think a Catholic world-view is." Father Boyle illuminates that world view and applies it, in as many chapters, to eight images selected as a basis for redefining metaphor. With considerable wit he separates "Christian" from "pagan"5 critics, seeking to disqualify the latter (a distinguished group-sometimes failing, it seems to me, not through paganism but through slipshod reading and writing). In the case of "The Windhover," one might disqualify the non-birdwatcher as well, and observe that if it takes a Jesuit to read the sestet, it also requires a birdwatcher to read the octave, and therefore a Jesuit birdwatcher (preferably from Yale) to read the whole poem. At various places in the book one would recall Father Boyle's own words on another critic: "What he says about the spiritual life and its laws is certainly true, and Hopkins also knew that it was true. But that it is true does not warrant the conclusion that Hopkins is here saying it.' Along with some interesting charts of the structures of poems, there is also some hairsplitting, and the philosophical discussion of metaphor at the end seems open to philosophical objections. But it is a lively and original contribution, which should be required reading for the pagans. than any book which he ever wrote," is an incredibly naive and repetitious work of no great concern to any reader of this survey. His main point-the lack of factual evidence concerning Dickens's relationship with "his Nelly"-is well taken; but it is weakened by contradictory suggestion bordering on the prurient, and one finally concludes that the author best illustrates what he would instead expose: "In the literary world absence of evidence over-stimulates conjecture and speculation."
To show that conjecture and speculation are not restricted to books by amateurs, Wayne Burns's Charles Reade: A Study in Victorian Authorship (New York: Bookman Associates) and Robert Lee Wolff's The Golden Key: A Study of the Fiction of George MacDonald (Yale University Press), the one intermittently, the other relentlessly, approach their subjects through psychoanalysis. Both books are important for calling attention to writers widely famous in their own day but now largely forgotten or admired for the wrong reasons. Mr. Burns's study is the more varied and substantial, discussing Reade's emotional, intellectual, and artistic development (in many respects lack of development), his "great system" (the use of vast collections of notebooks and notecards to produce an extreme form of pre-Raphaelite documentary realism), and the most important novels (Griffith Gaunt "will bear comparison with George Eliot at her mature best"; the work usually associated with Reade's name is relegated to a critical postscript entitled "Sex, Sadism, and The Cloister and the Hearth"). Mr. Burns's thesis, that Reade's failings illuminate a major problem faced by Victorian novelists (the necessity of purifying sexual themes), arises from, but in the long run is subordinate to, his fine exploration of the relationship of notebooks to the novels.
Mr. Wolff's study is the first on the prolific Scottish novelist now remembered only for his children's stories. MacDonald's early weaning, the death of his mother, the usual Victorian rebellion against his father, and a supposed rejection (in a library!) by an older girl of higher social status all figure prominently, almost exclusively, among the "chief sources of his literary inspiration." One easily tires of the results of this kind of approach: "The little boy [in "The Golden Key," a story that Mr. Wolff considers "a little masterpiece, the best thing MacDonald ever did"], like his father long ago, finds his phallus as a child, but does not know where to find the lock to which it belongs.... The mossy bed on which he sleeps ... is surely the pubic hair of maturity. So is the moss on the outer walls of grandmother's cottage, the female organ with no windows, with doors which only grandmother herself may open...." Mr. Wolff claims to read the story (and the works generally) at other levels; but his heart is not in it. There is, however, a wealth of adroit plot summary. John D. Rosenberg's The Darkening Glass: A Portrait of Ruskin's Genius (Columbia University Press) is the best of the forty works glanced at in this survey. Putting Ruskin together is no easy task; Mr. Rosenberg, who comes marvelously close to fulfilling Arnold's concept of a complete critic, succeeds beautifully, writing with a persuasive authority that wins and holds the reader's confidence throughout. In sections headed "Art," "Architecture," "Society," "Wilderness," and "Peace" he focuses on five books-Modern Painters, The Stones of Venice, Unto This Last, Fors Clavigera, Praeterita-to uncover the individuality of Ruskin's "point of view": "To isolate that point of view without crushing its vitality or denying its contradictions, to trace its development through his criticism of art and of society, to perceive it in his analysis of the forms of clouds, the composition of a painting, or the structure of an ideal commonwealth is the aim of this book. For the wonder of Ruskin is both his disorder and oneness-the triumph of a unified vision over an often divided and ravaged mind." The completeness and balance of this study, from Ruskin's Romantic heritage to his influence on Frank Lloyd Wright, British Socialists, Gandhi, and Proust, are wholly admirable. Ruskin needed this kind of study; he will ever after be the better for Mr. Rosenberg's labor of love.
For dessert there is A. E. Housman's Selected Prose, edited by John Carter (Cambridge: University Press), a delightful little volume that might better have been given a title on the order of Bowers's "Textual and Literary Criticism." Between the first and last items, "Introductory Lecture" (1892) and "The Name and Nature of Poetry" (1933), Mr. Carter prints selections from the prefaces to editions of Manilius and Juvenal, a section of "Reviews, Adversaria and Letters to the Press," a paper on "The Application of Thought to Textual Criticism," and a half-dozen biographical and ceremonial pieces. The point of the collection-to demonstrate that Housman "was just as much an artist in prose as he was in verse"-is well made. There is a narrowness of concerns, but much that is graceful and entertaining, especially in witty and pungent exposures of the failings of other scholars and editors. Despite Mr. Carter's prefatory attempt to "forestall the objections of the learned minority'"-indeed, despite IHousman's own letter of 1933, "I hope the proof-reading will be careful: the Cambridge Press cannot be trusted implicitly"-the texts are handled rather cavalierly, and there are misprints. But then I remind myself, as Housman wrote, "A textual critic engaged upon his business is not at all like Newton investigating the motions of the planets: he is much more like a dog hunting for fleas."
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